
Beethoven for Meditation
MUSIC AND MEDITATION

The origin of music is rooted in the aspirations of the human spirit; together with poetry and theatre, music began with
humanity’s earliest rituals. While much music reflects the more visceral and tribal aspects of this genesis there has
always been music that aspires to the transcendent, and it is such music that has been brought together for this ‘Music
for Meditation’ series.

The meditative experience is one that comes naturally to us when we are fully at ease with the world, and fortunately it
is an experience that can be cultivated to help to bring our scattered energies together when the demands of daily life
have taken their toll. Each of the world’s spiritual traditions includes practices towards this end: some use images or
ideas as a basis for reflection, but many use sounds such as prayers, mantras and of course music.

One way of listening to the music on this CD is to begin by preparing yourself. First find somewhere to sit that will allow
you to relax while continuing to stay alert. Then, as an orchestra tunes up before a performance, begin by tuning in to
yourself: notice your weight in contact with your seat and the floor, feel the length and breadth of your back, and allow
your belly to soften. Notice your feelings and thoughts – not judging them or getting tied up with them, simply taking
stock of your experience in a kind way.

As the music plays, gently work at maintaining a sense of yourself as well as the music. Notice how your emotions,
thoughts and bodily sensations change as you listen. Whenever you find your mind has drifted away to another topic,
or you have lost track of either the music or yourself, you can gently bring your attention back to your body and to the
music.

Listening to the music in this way your concentration will gradually deepen, and this experience of deep concentation
is both extremely pleasurable, and deeply satisfying. In fact it is through this kind of meditative practice that it is pos-
sible to completely transcend the painful sense of dislocation that we often experience between the world and ourselves.

The greatest music is both a communication from the upper levels of human consciousness and also a way of helping
us to ascend to such levels ourselves. It is this experience which is reflected in the symbolism of Jacob’s Ladder, and
I hope that the music in this collection will transport you from the cares of the everyday world up to the heavens.

Dharmachari Jñanagarbha

1. Violin Romance No. 1 in G Major, Op.40
2. Piano Concerto No. 1 in C Major, Op. 15 – Largo
3. Sextet in E Flat Major for two Horns and String Quartet, Op.81b – Adagio 
4. Sonata in E Flat Major for Cello and Piano, Op. 64 – Adagio
5. Symphony No. 2 in D Major, Op. 36 – Larghetto
6. Piano Trio in E Flat Major, Op. 1, No. 1 – Adagio 
7. String Quartet in F Major, Op. 18, No. 1 – Adagio 
8. Violin Sonata No. 5 in F Major, Op. 24 'Spring’ – Adagio 
9. Piano Concerto No. 3 in C Minor, Op. 37 – Largo

Total timing: 

Beethoven for Meditation
8:34 
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5:43
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THE LIFE AND WORKS OF
LUDWIG VAN BEETHOVEN (1770-1827)

Born in Bonn in 1770, Ludwig van Beethoven was the eldest son of a singer in the musical establishment of the
Archbishop-Elector of Cologne and grandson of the Archbishop’s former Kapellmeister, whose name he took.   The
household was not a happy one.  Beethoven’s father became increasingly inadequate both as a singer and as a father
and husband, with his wife always ready to draw invidious comparisons between him and his own father.  Beethoven,
however, was trained as a musician, however erratically, and duly entered the service of the Archbishop, serving as an
organist and as a string-player in the archiepiscopal orchestra.  He was already winning some distinction in Bonn,
when, in 1787, he was first sent to Vienna, to study with Mozart.   The illness of his mother forced an early return from
this venture and her subsequent death left him with responsibility for his younger brothers, in view of his father’s
domestic and professional failures.  In 1792 Beethoven was sent once more to Vienna, now to study with Haydn, whom
he had met in Bonn.

Beethoven’s early career in Vienna was helped very considerably by the circumstances of his move there.  The
Archbishop was a son of the Empress Maria Theresa and there were introductions to leading members of society in the
imperial capital. Here Beethoven was able to establish an early position for himself as a pianist of remarkable ability,
coupled with a clear genius in the necessarily related arts of improvisation and composition.  The onset of deafness at
the turn of the century seemed an irony of Fate.  It led Beethoven gradually away from a career as a virtuoso performer
and into an area of composition where he was able to make remarkable changes and extensions of existing practice.
Deafness tended to accentuate his eccentricities and paranoia, which became extreme as time went on.  At the same
time it allowed him to develop his gifts for counterpoint.  He continued to revolutionise forms inherited from his pre-
decessors, notably Haydn and Mozart, expanding these almost to bursting-point, and introducing innovation after inno-
vation as he grew older. He died in 1827, his death the occasion of public mourning in Vienna.

It was not until 1806 that Beethoven completed a violin concerto.  He had, however, started on a work of this kind
during his early years in Bonn.  It is thought that the two Romances might have been conceived as alternative slow
movements for this unfinished concerto.  The first of the pair, in G major, opens with a passage of double stopping for
the solo violin, echoed by the orchestra, continued by the soloist and then capped by the orchestra.  This opening theme
serves as the framework for two contrasting episodes.

Beethoven had attempted his first piano concerto in Bonn in 1784 at the age of fourteen. His Piano Concerto No.1,
so published in 1795, but in fact the second completed work in this form, was completed in 1795 and initially intend-
ed for the composer's own use.   The slow movement opens with the soloist's statement of the principal theme, a melody
that suggests Beethoven's own ability to produce a singing tone from the newly developing piano.  The theme is echoed
by the clarinet, before the piano embarks on increasingly elaborate ornamentation.

The Sextet in E flat major, for two horns and string quartet, was written in 1794 or 1795, but was not published until
1810.  The Adagio allows the horns to present the main theme, to which the string quartet responds, before the horns
continue in dialogue, with the strings taking up the main theme again, as the movement draws to a close.

Whether written in Bonn during Beethoven's adolescence there or during his first years in Vienna, the Cello Sonata
in E flat, for which Beethoven or his publisher seems to have reserved the opus number 64, has brought  controversy.
It is an effective arrangement of his String Trio, Op.3, and was first published by Artaria in Vienna in 1807, although its
authenticity has been widely questioned.  The Artaria title-page makes the claimed provenance clear: Grande Sonata
pour le Forte-Piano avec accompt. de Violoncelle obbligé (tiré du grand Trio pour le Violon Oeuv.3me), par Louis van
Beethoven No.64) (Grand Sonata for the Forte-Piano with accompaniment of Cello obbligato (drawn from the Grand
Trio for Strings, Opus 3) by Louis van Beethoven No.64), without going so far as to suggest specifically that the arrange-
ment was made by the composer himself.  The fourth of the six movements, a number that suggests the origin of the
work in a divertimento, is an effective Adagio, while  the skill of the arrangement argues, at the very least, the approval
of the composer for a work that was published under his nose.

The second of Beethoven's nine symphonies was completed in 1802, a year of particular importance in Beethoven's
life.  It was in the summer of that year that he had eventually come to terms with the tragedy of his increasing deafness,
a resignation to the irony of fate that is documented in the so-called Heiligenstadt Testament, a letter to his brothers, in
which he declares his new-found resolution and patience, forced, as he says, to become a philosopher in his 28th year.
Symphony No.2 was probably finished at the village of Heiligenstadt, outside Vienna, where Beethoven, on his doctor's
orders, was resting.  The work was dedicated to the composer's patron, Prince Lichnowsky, and was first performed in
Vienna in 1803 under Beethoven's direction.
The Larghetto, scored for pairs of flutes, oboes, clarinets, bassoons and horns, with strings, starts with the announce-
ment by the strings of the main theme, taken up by the woodwind, a procedure that continues, as the movement unfolds.

The first three piano trios, which form Beethoven’s Opus 1, were published in 1795 and dedicated to Prince Carl

Lichnowsky, who had welcomed the composer into his house in Vienna and offered continuing and remarkably toler-
ant support. The first of the set seems to have been written some time earlier, perhaps in Bonn, but all three were first
performed at Prince Lichnowsky's in the presence of Haydn, who had good things to say about them, but advised
against the publication of the third of the set, to Beethoven's annoyance. The Piano Trio in E flat, Op.1, No.1, has an A
flat major slow movement that is introduced by the singing tone of the piano, the theme then taken up by the violin,
echoed by the cello, to be developed as the movement continues.   

Beethoven published the first of his sixteen string quartets in 1801 and the last, completed in 1826, was published
in the year of his death.  The first set of three quartets, published as Opus 18 and dedicated to Prince Lobkowitz, starts
with a Quartet in F major, completed in 1799, the date of an inscription on the first violin part of the original work,
addressed to the young violinist Karl Amenda, who had earned Beethoven's warm affection, as a souvenir of their friend-
ship.  It is said that Beethoven had played the slow movement on the piano to Amenda, who heard in it the parting of
two lovers, an image Beethoven approved, telling his friend that he had had in mind the scene in the burial vault in
Shakespeare's Romeo and Juliet.

The works that Beethoven wrote for violin and piano cover a period from about 1792 up to 1819.  The most impor-
tant part of this repertoire must be the ten sonatas.  The fifth of these, generally known as the Spring Sonata, presum-
ably because of the opening theme of the first movement, has a slow movement marked Adagio molto espressivo.  The
piano here has the singing principal theme, which is then taken up by the violin, as the deeply felt music unwinds.

Between the years 1794 and 1809 Beethoven wrote seven concertos, five of them for his own principal instrument,
the piano.  The third of these, in C minor and in a key and mood that recalls Mozart's concerto in that key, was first per-
formed by Beethoven in Vienna in 1803 at one of those impossibly long concerts which he seemed to favour.  On this
occasion the programme included the oratorio Christus am Ölberg and the first two symphonies, rehearsed by an
increasingly disgruntled orchestra from eight o'clock in the morning, until the composer's patron, Prince Lichnowsky,
called for a break and provided refreshments.  The slow movement is introduced by the solo piano with one of those
singing themes in which Beethoven excelled as a performer and composer.  The movement is one of great beauty, with
subtle interplay between the arpeggios of the piano and instruments of the orchestra at its heart, music that suggests
the lyrical height of Beethoven's achievement.

Keith Anderson
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called for a break and provided refreshments.  The slow movement is introduced by the solo piano with one of those
singing themes in which Beethoven excelled as a performer and composer.  The movement is one of great beauty, with
subtle interplay between the arpeggios of the piano and instruments of the orchestra at its heart, music that suggests
the lyrical height of Beethoven's achievement.

Keith Anderson
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Beethoven for Meditation
MUSIC AND MEDITATION

The origin of music is rooted in the aspirations of the human spirit; together with poetry and theatre, music began with
humanity’s earliest rituals. While much music reflects the more visceral and tribal aspects of this genesis there has
always been music that aspires to the transcendent, and it is such music that has been brought together for this ‘Music
for Meditation’ series.

The meditative experience is one that comes naturally to us when we are fully at ease with the world, and fortunately it
is an experience that can be cultivated to help to bring our scattered energies together when the demands of daily life
have taken their toll. Each of the world’s spiritual traditions includes practices towards this end: some use images or
ideas as a basis for reflection, but many use sounds such as prayers, mantras and of course music.

One way of listening to the music on this CD is to begin by preparing yourself. First find somewhere to sit that will allow
you to relax while continuing to stay alert. Then, as an orchestra tunes up before a performance, begin by tuning in to
yourself: notice your weight in contact with your seat and the floor, feel the length and breadth of your back, and allow
your belly to soften. Notice your feelings and thoughts – not judging them or getting tied up with them, simply taking
stock of your experience in a kind way.

As the music plays, gently work at maintaining a sense of yourself as well as the music. Notice how your emotions,
thoughts and bodily sensations change as you listen. Whenever you find your mind has drifted away to another topic,
or you have lost track of either the music or yourself, you can gently bring your attention back to your body and to the
music.

Listening to the music in this way your concentration will gradually deepen, and this experience of deep concentation
is both extremely pleasurable, and deeply satisfying. In fact it is through this kind of meditative practice that it is pos-
sible to completely transcend the painful sense of dislocation that we often experience between the world and ourselves.

The greatest music is both a communication from the upper levels of human consciousness and also a way of helping
us to ascend to such levels ourselves. It is this experience which is reflected in the symbolism of Jacob’s Ladder, and
I hope that the music in this collection will transport you from the cares of the everyday world up to the heavens.

Dharmachari Jñanagarbha

1. Violin Romance No. 1 in G Major, Op.40
2. Piano Concerto No. 1 in C Major, Op. 15 – Largo
3. Sextet in E Flat Major for two Horns and String Quartet, Op.81b – Adagio 
4. Sonata in E Flat Major for Cello and Piano, Op. 64 – Adagio
5. Symphony No. 2 in D Major, Op. 36 – Larghetto
6. Piano Trio in E Flat Major, Op. 1, No. 1 – Adagio 
7. String Quartet in F Major, Op. 18, No. 1 – Adagio 
8. Violin Sonata No. 5 in F Major, Op. 24 'Spring’ – Adagio 
9. Piano Concerto No. 3 in C Minor, Op. 37 – Largo

Total timing: 

Beethoven for Meditation
8:34 

11:01 
3:45
8:46

11:16
6:59 

10:33
5:43
9:52

76:29
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1. Violin Romance No. 1 in G Major, Op.40
2. Piano Concerto No. 1 in C Major, Op. 15 – Largo
3. Sextet in E Flat Major for two Horns and String Quartet, Op.81b – Adagio 
4. Sonata in E Flat Major for Cello and Piano, Op. 64 – Adagio
5. Symphony No. 2 in D Major, Op. 36 – Larghetto
6. Piano Trio in E Flat Major, Op. 1, No. 1 – Adagio 
7. String Quartet in F Major, Op. 18, No. 1 – Adagio 
8. Violin Sonata No. 5 in F Major, Op. 24 'Spring’ – Adagio 
9. Piano Concerto No. 3 in C Minor, Op. 37 – Largo
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